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ABSTRACT 
This dissertation provides the piano instructor and performer with a pedagogical 
guide to selected pieces by Prokofiev ranging in difficulty from intermediate to early-
advanced. The pieces chosen for this guide help to address a variety of technical 
challenges that are essential to studying and performing Prokofiev’s more advanced 
works. 
Chapter I offers an overview of Prokofiev’s musical style and addresses 
prominent technical challenges from his advanced piano repertoire. Chapter II is a 
pedagogical guide to the selected pieces, arranged into three levels of difficulty. For ease 
of reference, tables outlining the pieces with their technical challenges are placed at the 
beginning of Chapter II. The pedagogical discussion focuses on technical challenges, 
methods to overcome them, and how they relate to passages from Prokofiev’s more 
challenging works. Additionally, it discusses musical interpretation, considerations for 
Prokofiev’s style, and offers a formal outline of each work. This dissertation can be used 
as a simple guide for pianists to approach Prokofiev’s advanced repertoire by first 
studying his intermediate to early-advanced works. The document acknowledges a few of 
the composer’s lesser-known and under-performed works in the process. 
 
 iii 
ACKNOWLEDGMENTS 
This dissertation would not have been possible without the support and guidance I 
received from Dr. Edward Hafer. His expertise enabled me to develop this document to a 
standard beyond my expectations. 
I would also like to extend my sincerest gratitude to Dr. Elizabeth Moak, Dr. 
Douglas Rust, and Dr. Joseph Brumbeloe, who supported me in various ways throughout 
my graduate-level studies and in completing this project. 
Lastly, I would like to thank Dr. Lois Leventhal, who poured her energy into 
developing my knowledge and abilities as a pianist and educator. 
 
 
 
 
 iv 
DEDICATION 
I dedicate this dissertation to my wife, Yichuan. Her tireless support and 
encouragement enable me to face life’s adversities with a renewed purpose.  
 
 
 v 
TABLE OF CONTENTS 
ABSTRACT ........................................................................................................................ ii 
ACKNOWLEDGMENTS ................................................................................................. iii 
DEDICATION ................................................................................................................... iv 
LIST OF TABLES ........................................................................................................... viii 
LIST OF ILLUSTRATIONS ............................................................................................. ix 
LIST OF MUSICAL EXAMPLES ..................................................................................... x 
CHAPTER I – STYLE AND TECHNICAL ELEMENTS IN THE PIANO MUSIC OF 
SERGEI PROKOFIEV (1891-1953) .................................................................................. 1 
Introduction ................................................................................................................. 1 
Style Characteristics.................................................................................................... 2 
Classical Structure .................................................................................................. 2 
Modern Harmonies ................................................................................................. 4 
Motoric/Toccata Rhythm ........................................................................................ 5 
Lyricism .................................................................................................................. 5 
Humor and Sarcasm ................................................................................................ 6 
Technical Challenges .................................................................................................. 7 
Rapid Leaps ............................................................................................................ 8 
Hand Crossings ....................................................................................................... 9 
Contrapuntal Division within the Hand ................................................................ 10 
 vi 
Rapid Position Shifts............................................................................................. 11 
Repeated Notes, Chords, and Chromatic Figures ................................................. 13 
Polyrhythms and Unusual Meters ......................................................................... 14 
Rapid, Chromatic Scale Figures ........................................................................... 16 
Glissandi ............................................................................................................... 18 
CHAPTER II – A PEDAGOGICAL GUIDE TO TWELVE PIECES ............................. 21 
Intermediate Pieces ................................................................................................... 28 
“Morning,” op. 65, no. 1 from Music for Children............................................... 28 
“Fairy Tale,” op. 65, no. 3 from Music for Children ............................................ 33 
“Evening,” op. 65, no. 11 from Music for Children ............................................. 37 
“The Rain and the Rainbow,” op. 65, no. 8 from Music for Children .................. 42 
Late-Intermediate Pieces ........................................................................................... 46 
“Tarantella,” op. 65, no. 4 from Music for Children ............................................ 46 
“Playing Tag,” op. 65, no. 9 from Music for Children ......................................... 50 
Andantino, op. 31, no. 2 from Tales of an Old Grandmother .............................. 55 
Moderato, op. 31, no. 1 from Tales of an Old Grandmother ................................ 58 
Early-Advanced Pieces ............................................................................................. 64 
“Prelude,” op. 12, no. 7 from Ten Pieces for Piano .............................................. 64 
“Phantom,” op. 3, no. 4 from Four Pieces for Piano ............................................ 70 
“March,” op. 12, no. 1 from Ten Pieces for Piano ................................................ 76 
 vii 
“Waltz,” op. 102, no. 1 from Six Pieces for Piano from Cinderella .................... 80 
CONCLUSION ................................................................................................................. 92 
Bibliography ..................................................................................................................... 95 
 
 viii 
LIST OF TABLES 
Table 1. Intermediate Pieces ............................................................................................. 23 
Table 2. Late-Intermediate Pieces..................................................................................... 24 
Table 3. Early-Advanced Pieces ....................................................................................... 25 
Table 4. Form of “Morning,” op. 65, no. 1 ....................................................................... 28 
Table 5. Form of “Fairy Tale,” op. 65, no. 3 .................................................................... 33 
Table 6. Form of “Evening,” op. 65, no. 11 ...................................................................... 37 
Table 7. Form of “The Rain and the Rainbow,” op. 65, no. 8 .......................................... 42 
Table 8. Form of “Tarantella,” op. 65, no. 4 ..................................................................... 46 
Table 9. Form of “Playing Tag,” op. 65, no. 9 ................................................................. 50 
Table 10. Form of Andantino, op. 31, no. 2...................................................................... 55 
Table 11. Form of Moderato, op. 31, no. 1 ....................................................................... 58 
Table 12. Form of “Prelude,” op. 12, no. 7 ....................................................................... 64 
Table 13. Form of “Phantom,” op. 3, no. 4 ....................................................................... 70 
Table 14. Form of “March,” op. 12, no. 1 ........................................................................ 76 
Table 15. Form of “Waltz,” op. 102, no. 1 ....................................................................... 80 
Table 16. Twelve Pieces in Order of Difficulty ................................................................ 93 
 
 ix 
LIST OF ILLUSTRATIONS 
Figure 1. An illustration comparing horizontal action (left side) with brushing action 
(right side) on the keyboard. ............................................................................................. 62 
Figure 2. An illustration of the difference between the motion of striking down on a key 
and plucking a key. ........................................................................................................... 68 
 
 
 
 x 
LIST OF MUSICAL EXAMPLES 
Musical Example 1. Piano Sonata No. 2, op. 14, I, mm. 64-69. ......................................... 3 
Musical Example 2. Piano Sonata No. 2, op. 14, IV, mm. 134-37. .................................... 4 
Musical Example 3. Rapid leaps in the Toccata, op. 11, mm. 42-47. ................................ 9 
Musical Example 4. Piano Sonata No. 2, op. 14, II, mm. 1-6. ......................................... 10 
Musical Example 5. Piano Sonata No. 4, op. 29, III, mm. 1-2. ........................................ 10 
Musical Example 6. Four Pieces for Piano, op. 4, no. 1, “Reminiscences,” mm. 27-31. . 11 
Musical Example 7. Piano Sonata No. 3, op. 28, mm. 85-92. .......................................... 12 
Musical Example 8. Ten Pieces for Piano, op. 12, no. 2, “Gavotte,” mm. 67-75. ........... 13 
Musical Example 9. Toccata, op. 11, mm. 75-80. ............................................................ 14 
Musical Example 10. Four Pieces for Piano, op. 4, no. 1, “Reminiscences,” mm. 21-26. 15 
Musical Example 11. Piano Sonata No. 5, op. 38, I, mm. 20-27. ..................................... 15 
Musical Example 12. Piano Sonata No. 7, op. 83, I, mm. 1-4. ......................................... 16 
Musical Example 13. Ten Pieces for Piano, op. 12, no. 10, “Scherzo,” mm. 46-55. ....... 17 
Musical Example 14. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 6-11. .............. 18 
Musical Example 15. Ten Pieces for Piano, op. 12, no. 7, “Prelude,” mm. 40-47. .......... 19 
Musical Example 16. Four Pieces for Piano, op. 4, no. 4, “Suggestion Diabolique,” mm. 
108-10. .............................................................................................................................. 19 
Musical Example 17. Music for Children, op. 65, no. 1, “Morning,” mm. 1-6. ............... 29 
 xi 
Musical Example 18. Music for Children, op. 65, no. 1, “Parade of the Grasshoppers,” 
mm. 32-41. ........................................................................................................................ 30 
Musical Example 19. Tales of an Old Grandmother, op. 31, no. 1, “Moderato,” mm. 38-
42....................................................................................................................................... 31 
Musical Example 20. Music for Children, op.65, no 1, “Morning,” mm. 16-21. ............. 31 
Musical Example 21. Music for Children, op. 65, no. 1, “Morning,” mm. 10-13. ........... 32 
Musical Example 22. Music for Children, op. 65, no. 3, “Fairy Tale,” mm. 1-12. .......... 34 
Musical Example 23. Music for Children, op. 65, no. 2, “Walk,” mm. 40-53. ................ 35 
Musical Example 24. Music for Children, op. 65, no. 3, “Fairy Tale,” mm. 16-19. ........ 36 
Musical Example 25. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 16-20. ..... 36 
Musical Example 26. Music for Children, op. 65, no. 3, “Fairy Tale,” mm. 27-30. ........ 37 
Musical Example 27. Music for Children, op. 65, no. 11, “Evening,” mm. 1-19. ........... 38 
Musical Example 28. Tales of an Old Grandmother, op. 31, no. 2, Andantino, mm. 1-10.
........................................................................................................................................... 39 
Musical Example 29. Music for Children, op. 65, no. 6, “Waltz,” mm. 25-28. ............... 39 
Musical Example 30. Music for Children, op. 65, no. 11, “Evening,” mm. 26-38. ......... 40 
Musical Example 31. Music for Children, op. 65, no. 11, “Evening,” mm. 46-52. ......... 41 
Musical Example 32. Music for Children, op. 65, no. 11, “Evening,” mm. 53-66. ......... 42 
Musical Example 33. Music for Children, op. 65, no. 8, “The Rain and the Rainbow,” 
mm. 1-8. ............................................................................................................................ 43 
 xii 
Musical Example 34. Music for Children, op. 65, no. 8, “The Rain and the Rainbow,” 
mm. 9-12. .......................................................................................................................... 44 
Musical Example 35. Piano Sonata No. 2, op. 14, III, “Andante,” mm. 22-25. ............... 45 
Musical Example 36. Music for Children, op. 65, no. 4, “Tarantella,” mm. 1-5. ............ 46 
Musical Example 37. Right-Hand Rhythmic Exercise for mm. 1-2 of “Tarantella.” ....... 47 
Musical Example 38. Music for Children, op. 65, no. 4, “Tarantella,” mm. 33-38. ........ 47 
Musical Example 39. Ten Pieces for Piano, op. 12, no. 7, “Prelude,” mm. 4-6. .............. 48 
Musical Example 40. Music for Children, op. 65, no. 4, “Tarantella,” mm. 48-54 ......... 49 
Musical Example 41. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 1-10. ....... 51 
Musical Example 42. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 16-32. ..... 52 
Musical Example 43. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 54-64. ..... 53 
Musical Example 44. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 65-76. ..... 54 
Musical Example 45. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 13-16. ............ 54 
Musical Example 46. Tales of an Old Grandmother, op. 31, no. 2, Andantino, mm. 1-14.
........................................................................................................................................... 56 
Musical Example 47. Tales of an Old Grandmother, op. 31, no. 2, Andantino, mm. 6-8.
........................................................................................................................................... 56 
Musical Example 48. Tales of an Old Grandmother, op. 31, no. 2, Andantino, mm. 15-
24....................................................................................................................................... 57 
Musical Example 49. Blocking the ostinato pattern in mm. 5-8. ..................................... 58 
 xiii 
Musical Example 50. Tales of an Old Grandmother, op. 31, no. 1, Moderato, mm. 1-11.
........................................................................................................................................... 59 
Musical Example 51. Ten Pieces for Piano, op. 12, no. 2, “Gavotte,” mm. 64-70. ......... 60 
Musical Example 52. Tales of an Old Grandmother, op. 31, no. 1, Moderato, mm. 12-16.
........................................................................................................................................... 61 
Musical Example 53. Tales of an Old Grandmother, op. 31, no. 1, Moderato, mm. 29-33.
........................................................................................................................................... 61 
Musical Example 54. Tales of an Old Grandmother, op. 31, no. 1, Moderato, mm. 38-42.
........................................................................................................................................... 62 
Musical Example 55. Piano Sonata No. 2, op. 14, IV, mm. 134-37. ................................ 63 
Musical Example 56. Piano Sonata No. 4, op. 29, III, mm. 84-95. .................................. 63 
Musical Example 57. Ten Pieces for Piano, op. 12, no. 7, “Prelude,” mm. 1-6. .............. 65 
Musical Example 58. Each beat in the right hand played as blocked chords in mm. 1-12.
........................................................................................................................................... 65 
Musical Example 59. Practicing mm. 1-4 of “Prelude” in reverse order. ........................ 66 
Musical Example 60. Piano Sonata No. 3, op. 28, mm. 105-6. ........................................ 66 
Musical Example 61. Ten Pieces for Piano, op. 12, no. 7, “Prelude,” mm. 28-35. .......... 67 
Musical Example 62. Ten Pieces for Piano, op. 12 no. 7, “Prelude,” mm. 40-47. ........... 69 
Musical Example 63. Four Pieces for Piano, op. 4 no. 4, “Suggestion Diabolique,” mm. 
110-12. .............................................................................................................................. 69 
Musical Example 64. Four Pieces for Piano, op. 3, no. 4, “Phantom,” mm. 1-9. ............. 71 
 xiv 
Musical Example 65. Piano Sonata No. 7, op. 83, III, mm. 1-8. ...................................... 72 
Musical Example 66. Piano Sonata No. 3, op. 28, mm. 132-33. ...................................... 73 
Musical Example 67. Four Pieces for Piano, op. 3, no. 4, “Phantom,” mm. 25-34. ......... 74 
Musical Example 68. Parallel thirds exercise for both hands. .......................................... 75 
Musical Example 69. Sonata No. 6, op. 82, I, mm. 1-3. ................................................... 75 
Musical Example 70. Toccata, op. 11, mm. 75-80. .......................................................... 76 
Musical Example 71. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 1-8. ................ 77 
Musical Example 72. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 13-22. ............ 78 
Musical Example 73. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 47-51. ............ 78 
Musical Example 74. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 32-41. ............ 79 
Musical Example 75. A chordal simplification of mm. 32-37 from “March.” ................. 79 
Musical Example 76. Sonata No. 6, op. 82, III, mm. 1-6. ................................................ 80 
Musical Example 77. Six Pieces for Piano from Cinderella, op. 102, no. 1 “Waltz,” mm. 
15-26. ................................................................................................................................ 81 
Musical Example 78. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
38-47. ................................................................................................................................ 82 
Musical Example 79. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
48-57. ................................................................................................................................ 83 
Musical Example 80. Toccata, op. 11, mm. 5-12. ............................................................ 84 
 xv 
Musical Example 81. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
102-18. .............................................................................................................................. 85 
Musical Example 82. Four Pieces for Piano, op. 4, no. 1, “Reminiscences,” mm. 27-28. 86 
Musical Example 83. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
152-63. .............................................................................................................................. 86 
Musical Example 84. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
170-75. .............................................................................................................................. 87 
Musical Example 85. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
182-85. .............................................................................................................................. 87 
Musical Example 86. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
206-16. .............................................................................................................................. 88 
Musical Example 87. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
217-29. .............................................................................................................................. 89 
Musical Example 88. Piano Sonata No. 1, op. 1, mm. 54-61. .......................................... 90 
Musical Example 89. Choses en soi, op. 45, no. 1, Allegro moderato, mm. 17-24. ......... 91 
 
 
 
 1 
CHAPTER I – STYLE AND TECHNICAL ELEMENTS IN THE PIANO MUSIC 
OF SERGEI PROKOFIEV (1891-1953) 
Introduction 
This dissertation offers a pedagogical guide to selected intermediate to early-
advanced solo piano works by Sergei Prokofiev. Although his collections of smaller 
works receive little attention from performers and pedagogues, they have practical value 
for teaching, as they share stylistic and technical elements with his more advanced works, 
like the concertos and sonatas. In addition to Prokofiev’s most well-known pedagogical 
work, Music for Children, op. 65, there are a number of pieces suitable for intermediate 
to early-advanced students in the following collections: Tales of an Old Grandmother, 
op. 31; the three sets of Four Pieces for Piano, opp. 3, 4, and 32; Ten Pieces for Piano, op. 
12; the Pastoral Sonatina from op. 59; and a few arrangements of his ballets. Aside from 
the opp. 65 and 31 sets, pedagogical research on many of these works remains minimal. 
Murray Baylor does provide brief analyses on a number of pieces from Prokofiev’s opus 
4, 11, 12, 17, 28, 31, and 33b. However, the analyses simply summarize the character and 
composition of each work with only a sentence or two discussing a pedagogical or 
performance approach to a specific challenge.1 In the respective works of Maurice 
Hinson and Jane Magrath, they provide brief descriptions of most of Prokofiev’s piano 
works, identify the most challenging element of each, and assign difficulty ratings to 
them.2 However, they do not consider pedagogical topics. This dissertation serves to 
                                                 
1. Murray Baylor, Prokofiev: Selected Works for the Piano (New York: Alfred Publishing, 1990), 
2-4. 
2. Maurice Hinson and Wesley Roberts, Guide to the Pianist's Repertoire, 4th ed. (Bloomington: 
Indiana University Press, 2000), 615-19. Jane Magrath, The Pianist's Guide to Standard Teaching and 
Performance Literature (Van Nuys, California: Alfred Publishing, 1995), 468-71. 
 2 
provide a more detailed and complete pedagogical discussion of each work contained 
herein. 
By studying Prokofiev’s pedagogical works, one can cultivate a variety of 
technical skills essential to the performance of the composer’s more advanced works. 
This first chapter discusses the stylistic characteristics of Prokofiev’s piano music and its 
most prominent technical challenges. Chapter 2 consists of a pedagogical guide to twelve 
selected pieces, arranged into three categories based on their level of difficulty: 
intermediate, late-intermediate, and early-advanced. These works can serve as 
progressive exercises to develop pianists’ skills as they approach Prokofiev’s advanced 
repertoire. 
Style Characteristics 
Prokofiev was a pioneer of Neo-Classical music who combined Classical form 
and structure with modern harmonies and styles. His piano music in particular can be 
perceived as complex and challenging or dismissed as mere bravura.3 Although his music 
often avoids sounding overtly tonal and strays from traditional harmonies, one can 
observe clear structure and lyricism even in the most dense or frantic textures.4 In his 
autobiography, Prokofiev identified five fundamental elements of his style: Classical 
structure, modern harmonies, motoric rhythm, lyricism, and humor.5 
 Classical Structure 
                                                 
3.. Barbara Nissman, “Sergei Prokofiev: A Man Misunderstood,” in The Pianist’s Craft: Mastering 
Great Works by Great Composers, ed. Richard P. Anderson (Lanham, Maryland: Scarecrow Press, 2012), 
190-91. 
 
4. Ibid., 194-96. 
 
5. Sergey Prokofiev, Autobiography, Articles, Reminiscences, edited by S. Shilfstein (Honolulu, 
Hawaii: University Press of the Pacific, 1960), 36-37. 
 3 
Prokofiev’s piano sonatas refer to Classical forms and structures. Prokofiev 
credits his mother’s performances of the Beethoven piano sonatas as an early influence.6 
By age 13, he had reportedly learned a quarter of the Beethoven sonatas, suggesting that 
he had a deep connection to Beethoven’s works.7 Prokofiev’s Sonatas 4, 5, and 7 follow a 
three-movement classical design, ordered fast-slow-fast. Sonata No. 8 deviates by 
beginning with a slow movement. Sonatas 2, 6, and 9 follow a four-movement structure 
arranged fast, fast/scherzo, slow, and fast (four-movement sonatas were primarily 
standardized by Beethoven and commonly used in the late eighteenth and nineteenth 
centuries). In the fashion of Beethoven, Prokofiev echoes the themes of earlier 
movements in the finales of Sonatas 2 and 8, creating cyclic, non-programmatic keyboard 
works (see Examples 1 and 2 from Prokofiev’s Second Piano Sonata, with the recurring 
theme identified between the brackets). 
 
Musical Example 1. Piano Sonata No. 2, op. 14, I, mm. 64-69. 
                                                 
6. Sergei, Autobiography, 36. 
 
7. Sergei Prokofiev, Prokofiev by Prokofiev: A Composer's Memoir, ed. by Francis King, trans. by 
Guy Daniels (Garden City, New York: Doubleday, 1979), 80. 
 4 
 
Musical Example 2. Piano Sonata No. 2, op. 14, IV, mm. 134-37. 
Prokofiev appropriated Classical sonata forms in some of his movements, though 
he deviated from traditional harmonic schemes in favor of more complex treatments of 
tonality. For example, the first movement of his Second Sonata contains a clear 
exposition, development, recapitulation, and coda, though his modulations and key 
relationships were atypical of the Classical period. Furthermore, in other collections and 
smaller works, Prokofiev used forms and titles borrowed from Baroque and Classical 
dances. For example, in Ten Pieces for Piano, op. 12, he wrote a gavotte, allemande, and 
a rigaudon (a French Baroque dance in a lively duple meter), as well as a mazurka, 
capriccio, and prelude. 
 Modern Harmonies 
Although Prokofiev borrowed forms and musical structures from previous 
centuries, his harmonic treatment explores new and modern ideas. Prokofiev’s music 
relies on extended, nonfunctional harmonies and dissonant non-chord tones. He 
frequently used tritones and quartal harmonies, as well as whole-tone scales, bitonality, 
and tonal ambiguity.8 He was skilled at creating disjunct melodic lines, especially by 
beginning melodies on off-beats with “misplaced” accents and dividing voices across 
                                                 
8. Stephen C. E. Fiess, The Piano Works of Serge Prokofiev (Metuchen, New Jersey: Scarecrow 
Press, 1994), 1-6. 
 5 
multiple registers. Prokofiev attributed his experimentation with modern harmonies to his 
composition teacher, Sergei Taneyev (1856-1915), who criticized the harmonic 
simplicity of Prokofiev’s first, unpublished symphony (1902) and encouraged him to be 
more experimental.9 
 Motoric/Toccata Rhythm 
In addition to modern harmonies, Prokofiev’s use of rhythm can also be described 
as modern. Many of his works utilize clockwork-style rhythms to create a sense of 
perpetual motion, either in particular passages, like the opening theme of the scherzo 
from his Second Sonata, or throughout entire pieces, such as the Toccata, op. 11 and 
“Phantom,” op. 3, no. 4. Prokofiev acknowledged Schumann’s Toccata, op. 7 as a model 
for his own rhythmic energy and excitement.10 The second and fourth movements of his 
Second Sonata and the third movement from his Seventh Sonata exemplify a rhythmic 
drive that goes well beyond that of his nineteenth-century predecessors. Passages 
containing rhythmic energy often incorporate technically difficult passages featuring 
incessant octave/chordal leaps, position shifts, and contrapuntal division within the hand. 
 Lyricism 
Prokofiev’s treatment of harmony and rhythm are part of what establish his 
personal sense of lyricism. Prokofiev’s melodies range from highly romantic to 
rhythmically driving with humorous qualities and chromatic counterpoint. The melodies 
from his First and Second sonatas are heavily influenced by Romanticism. Although 
Prokofiev continued to experiment with modern harmonies and different styles, he never 
                                                 
9. Prokofiev, Autobiography, 36. 
 
10. Ibid., 36. 
 6 
stopped writing melodies inspired by the Romantic tradition. The slow movements of the 
Sixth, Seventh, and Eighth sonatas are clear examples of his continued Romantic 
tendencies later in life.11 Prokofiev’s avoidance of functional harmonies also results in 
Impressionistic melodies, as in “Regrets” from op. 65, “Legend” from op. 12, and the 
four pieces from Tales of an Old Grandmother, op. 31. He also used melodies that 
replace expected tones for accented ones a half-step away to sound purposefully “wrong” 
for comedic effect—as in his Sarcasms, op. 17.  
 Humor and Sarcasm 
Prokofiev’s musical sense of humor has garnered much critical attention.12 His 
music was often publicly cited as “grotesque,” a term at which the composer bristled, 
claiming: “I would prefer my music to be described as ‘Scherzo-ish’ in quality, or else by 
three words describing the various degrees of the Scherzo—whimsicality, laughter, 
mockery.”13 The clashing harmonies, syncopated melodic lines, and offbeat accents in the 
first of his Sarcasms capture this humorous extreme.14 
With these five characteristics combined (Classical structure, modern harmonies, 
toccata rhythm, lyricism, and humor), Prokofiev was able to produce works that were 
distinct from his contemporaries. By identifying elements of the composer’s musical 
style, performers will be able to offer more informed interpretations of his works. These 
characteristics also play a hand in the technical difficulty of his music. Many of 
                                                 
11. Nissman, 195-96. 
 
12. Ibid., 198-99. 
 
13. Prokofiev, Autobiography, 37. 
 
14. Boris Berman, Prokofiev's Piano Sonatas: A Guide for the Listener and the Performer (New 
Haven: Yale University Press, 2008), 12. 
 7 
Prokofiev’s most challenging piano works, including his Toccata, op. 11, the third 
movement of his Sonata No. 7, and several passages throughout his concerti, exemplify 
the culmination of these traits. 
Technical Challenges 
Prokofiev received mostly praise for his performances and technique at the piano. 
He was a well-known virtuoso in his day; Francis Poulenc even nicknamed him the 
“Russian Liszt.”15 By many accounts, he could handle extreme virtuosic feats on the 
keyboard with great force but little to no outward tension while articulating texturally 
complex passages without overpedaling.16 His Four Etudes, op. 2, the Toccata ,op. 11, 
and the third movement of his Seventh Sonata can serve as show pieces for his great 
stamina and power. Pianists who study his music find a wealth of technical challenges 
across several levels of difficulty, from pieces intended for intermediate-level developing 
musicians to concert works for virtuoso artists. 
In the pedagogical guide that follows, I identify and discuss the fundamental 
technical challenges present in Prokofiev’s piano music. These challenges include rapid 
leaps and hand crossings, contrapuntal division within the hand, rapid position shifts, 
repeated notes and figures, polyrhythms and unusual meters, rapid scales, and glissandi. 
Tables 1-3 in the introduction to Chapter II clarify these techniques and identify the 
works discussed later in the chapter. These criteria are supported by the observations of 
Stephen Fiess and Boris Berman, in addition to my own analysis of Prokofiev’s piano 
                                                 
15. Nissman, 191. 
 
16. Berman, 38-42. 
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music.17 Although none of these techniques were invented by the composer, they are 
notable in his music and can also help students dealing with the works of composers such 
as Liszt, Scriabin, Shostakovich, Mussorgsky, Hindemith, and Rachmaninov.18 These 
challenges are discussed in the context of Prokofiev’s advanced works below. 
 Rapid Leaps 
Prokofiev’s piano music features formidable leaps in rapid succession. In the 
Toccata, op. 11 (Example 3), the left hand leaps back and forth from chromatically 
descending octaves in the bass register to ascending chords in the middle register. Rapid 
leaps can be less daunting for pianists to commit to muscle memory when they follow a 
typical pattern or maintain the same intervallic distance, but the chords in this example 
change frequently and the intervallic distance between each leap widens via contrary 
motion (See the red and yellow arrows indicated in the example below). In this and many 
other motoric passages, pianists must master rapid leaps with very little use of rubato or 
the sustain pedal. Approaches to this technique include practicing silently and focuses on 
finding the notes accurately first, as well as practicing in reverse.19 
                                                 
17. Stephen C. E. Fiess, The Piano Works of Serge Prokofiev (Metuchen, New Jersey: Scarecrow 
Press, 1994). Boris Berman, Prokofiev's Piano Sonatas: A Guide for the Listener and the Performer (New 
Haven: Yale University Press, 2008). 
 
18. Feiss, 1-6, 53, 72-73, 91-92. 
 
19. These practice techniques are discussed in more detail in Chapter II. 
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Musical Example 3. Rapid leaps in the Toccata, op. 11, mm. 42-47. 
 Hand Crossings 
Prokofiev’s piano music features two common forms of hand-crossing. In the 
first, one hand repeatedly crosses over the other to play two separate lines, as in the left-
hand part of the second movement of the Second Sonata (Example 4). Here, pianists must 
adjust to the dynamic differences between the bass line and the accented melodic notes in 
the top register without altering the tempo. In other instances, the hands cross to play a 
single scale or gesture, as in the third movement of the Fourth Sonata (Example 5), which 
requires an even tone and rhythmic consistency between the hands. This technique can be 
mastered by practicing the crossing motions in reverse order (starting with the last beat 
and gradually adding previous beats to it), as well as identifying hand shapes and 
identifying when a hand should cross over or under the other. 
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Musical Example 4. Piano Sonata No. 2, op. 14, II, mm. 1-6. 
 
Musical Example 5. Piano Sonata No. 4, op. 29, III, mm. 1-2. 
 
 Contrapuntal Division within the Hand 
Prokofiev’s more lyrical works and slow movements from his sonatas demand 
attention to tonal balancing, as well as the execution of melody, counter melody, and 
non-melodic parts within a single hand at varying dynamic levels. In the latter half of 
“Reminiscences,” op. 4, no. 1 (Example 6), both hands play multiple melodic parts 
simultaneously, even incorporating polyrhythms and contrasting phrase markings. 
Prokofiev’s style of writing in fast, motoric passages often requires rapid position shifts. 
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This technique is approached in several works in Chapter II by isolating practice of the 
contrapuntal parts, identifying simple hand shapes and blocking chords, and leaning the 
hand and wrist to give natural weight to melodic parts with minimal movement of the 
fingers. 
 
Musical Example 6. Four Pieces for Piano, op. 4, no. 1, “Reminiscences,” mm. 27-31. 
 
 Rapid Position Shifts 
Frequent position shifts can challenge pianists to maintain a balanced sound while 
accentuating the melody. Prokofiev is well-known for writing figurations that do not feel 
inherently natural to pianists’ hands. The physically demanding nature of these passages 
can lead to excessive straining or even injury, especially if pianists does not incorporate 
relaxation techniques. In Prokofiev’s Third Piano Sonata, for example, the left hand 
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frequently shifts positions over broken octaves while the right hand shifts to perform two 
contrapuntal parts in mm. 89-92 (see line two of Example 7).  
 
Musical Example 7. Piano Sonata No. 3, op. 28, mm. 85-92. 
Frequently shifting chords and chromatically moving parts often occur in 
Prokofiev’s texturally dense music, as in the ending of the Gavotte from the op. 12 
collection (Example 8), or in the Toccata, op. 11. Prokofiev’s personal harmonic 
language and use of motoric rhythms produce passages with awkward shifts of hand 
position. This technique, approached in the majority of works in the following chapter, 
can be approached by identifying and incorporating different chord blockings to memory, 
as well as practicing difficult position shifts in reverse order. 
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Musical Example 8. Ten Pieces for Piano, op. 12, no. 2, “Gavotte,” mm. 67-75. 
 
 Repeated Notes, Chords, and Chromatic Figures 
Prokofiev’s predilection for using repetitive figures and motoric rhythms offers 
another challenge for pianists seeking to balance healthy technique and musicality. Many 
highly rhythmic passages in his works require repeated notes and chords moving 
chromatically with occasional leaps, as in the Toccata, op. 11 (Example 9); the first and 
fourth movements of his Second Sonata; “Suggestion Diabolique” from Four Pieces for 
Piano, op. 4; “Scherzo” from Ten Pieces for Piano, op. 12; and the third movement of the 
Piano Sonata No. 7, op. 83. These challenges require training to relax the muscles by 
creating a loose flexibility in the wrist. One must avoid the tendency to tighten and strain 
the wrist and forearm, which would otherwise result in rigid playing that diminishes 
speed and accuracy. In addition to causing injury, such tightness can also disrupt pianists’ 
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ability to maintain tonal balance in the repeated figures. Like position shifts, this 
technique is also approached in the majority of works discussed in the following chapter. 
 
Musical Example 9. Toccata, op. 11, mm. 75-80. 
 
 Polyrhythms and Unusual Meters 
Whereas the previously mentioned techniques are primarily physical in their 
difficulty, polyrhythms and unusual meters effectively challenge pianists’ sense and 
coordination with contrasting rhythms. Several of Prokofiev’s more advanced works 
contain the polyrhythms four against five, four against six, and four against seven. For 
example, “Reminiscences,” from the op. 4 set (Example 10), contains examples of two 
against three between hands, and mm. 24-27 of Prokofiev’s Fifth Piano Sonata (Example 
11) contains four against five rhythms. 
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Musical Example 10. Four Pieces for Piano, op. 4, no. 1, “Reminiscences,” mm. 21-26. 
 
Musical Example 11. Piano Sonata No. 5, op. 38, I, mm. 20-27. 
It is helpful if pianists conceptually understand polyrhythms before they 
effectively incorporate them into their motor skills. Approaches to this rhythmic 
challenge are discussed in the early-advanced work “Waltz,” op. 102, no. 1. Approaches 
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to polyrhythms include tapping on a surface with both hands away from the keyboard. 
Additionally, two metronomes set to different tempos can encourage pianists to 
internalize these rhythms accurately. 
Unusual meters can compound the difficulty of a piece and present asymmetrical 
rhythms that are also difficult to master. I have listed complex meters alongside 
polyrhythms, as both elements present significant rhythmic challenges. Meters like 5/8 
and 7/8 can be especially taxing for a musician to sense and express the downbeat while 
maintaining a steady tempo. Typically, identifying and accenting beat groupings within 
each measure are essential to grappling with less common meters. The last movement of 
Prokofiev’s Seventh Sonata (Example 12), set in 7/8 meter, can be subdivided into 
groups of two, three, and two beats to maintain rhythmic clarity. In “Moderato” from 
Four Etudes, op. 2, Prokofiev set one hand in 18/16 meter and the other hand in 4/4, 
producing a significant challenge both to read and to keep a sense of the beat. To 
introduce unusual meters to pianists, this document will discuss Prokofiev’s early-
advanced work “Phantom” op. 3 no. 4, which is in 5/8 meter. 
 
Musical Example 12. Piano Sonata No. 7, op. 83, I, mm. 1-4. 
 
 Rapid, Chromatic Scale Figures 
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Scales are a staple exercise for any pianist, however, the execution of scales 
becomes increasingly challenging when fast tempi and chromaticism are involved. 
Prokofiev implemented scales as exciting melodic content in his motoric works which 
requires rhythmic precision. In Scherzo, op. 12 no. 10 (Example 13), the melody 
alternates seamlessly between chromatic scales and arpeggiated figures. Prokofiev also 
used scales as virtuosic gestures for special effect, often without support from the sustain 
pedal, as in “March” from Ten Pieces for Piano, op. 12 (Example 14). Prokofiev was no 
inventor of scales, but his percussive, motoric style challenges pianists to perform them 
without stretching the tempo. Pianists can develop rhythmic precision between the fingers 
by practicing difficult figurations in reverse order and by maintaining the necessary 
curvature in the fingers when clarity is the desired effect. 
 
Musical Example 13. Ten Pieces for Piano, op. 12, no. 10, “Scherzo,” mm. 46-55. 
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Musical Example 14. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 6-11. 
 
 Glissandi 
As with scales, glissandi can prove difficult depending on how it is used in a 
work. It is easy enough to slide the index finger up or the thumb down the white keys in 
order to produce an effect, but maintaining tonal and rhythmic evenness requires diligent 
practice. Prokofiev compounds the difficulty of this technique by placing glissandi in 
rapid succession, giving pianists little or no time to prepare. Aside from well-known 
occurrences in the first movement of his Third Piano Concerto, multiple glissandi occur 
consecutively in “Prelude” from Ten Pieces for Piano, op. 12 (Example 15), “Suggestion 
Diabolique” from Four Pieces for Piano, op. 4 (Example 16), Toccata, op. 11, and the 
first movement of Piano Sonata No. 6, op. 82. Maintaining a light touch and using the 
fleshy side of the finger, rather than the fingernail, to press against the keys are effective 
ways to approach the examples given below. However, as pianists mature and feel 
confident playing with the fingernail side against the white keys, they may do so.20 
 
                                                 
20. It is traditional to first teach a student to use the flesh side of their finger to play glissandi. 
However, using the fingernail side allows the pianist to travel faster up or down the keys. It is not advised 
to use the fingernail side for black-key glissandi due to the gaps between keys. Doing so can damage the 
skin located above the fingernail. 
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Musical Example 15. Ten Pieces for Piano, op. 12, no. 7, “Prelude,” mm. 40-47. 
 
Musical Example 16. Four Pieces for Piano, op. 4, no. 4, “Suggestion Diabolique,” mm. 
108-10. 
The aforementioned eight challenges (rapid leaps, hand crossings, contrapuntal 
division within the hand, rapid position shifts, repeated notes, chords, and figures, 
polyrhythms and unusual meters, rapid chromatic scale figures, and glissandi) account for 
many of the virtuosic demands in Prokofiev’s advanced piano works. Although they are 
not unique to the composer, his music presents these techniques in challenging ways. 
Fortunately, these techniques also occur in more elementary forms in several of his works 
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suitable for intermediate to early-advanced pianists, which can serve as pedagogical tools 
for young pianists who aspire to play the advanced repertoire. These techniques form the 
criteria used for the selection of twelve pieces discussed in the following pedagogical 
guide. The conclusion to this document discusses further how these twelve pieces serve 
to develop systematically pianists’ technique for playing Prokofiev’s more challenging 
works. 
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CHAPTER II – A PEDAGOGICAL GUIDE TO TWELVE PIECES 
This pedagogical guide discusses twelve solo piano pieces by Prokofiev, as they 
relate to the technical challenges addressed in Chapter I. Its three sections consider four 
works of similar difficulty with careful attention given to musical structure and form, 
methods for overcoming technical challenges, and additional recommendations for 
musical interpretation. Additionally, technical passages are compared to excerpts from 
more challenging works by the composer to illustrate a progressive system realized in 
Chapter III. 
This pedagogical guide uses the terms “Intermediate,” “Late-intermediate,” and 
“Early-advanced” to define each piece’s level of difficulty. Jeanine Jacobson defines 
these terms in relation to a pianist’s abilities.21 For additional reference, I have associated 
these terms with the grading system used by Jane Magrath, whose one-to-ten leveling 
system covers piano repertoire from “Beginning to Early-Advanced Levels.”22 The 
repertoire which she lists at levels six to eight range from Intermediate to Late-
Intermediate difficulty while works in levels eight to ten rate from Late-Intermediate to 
Early-Advanced difficulty.  
Tables 1-3 include the twelve selected pieces along with their relevant challenges. 
In each table, an “X” indicates the presence of the listed technique at the prescribed level 
of difficulty. “XX” denotes that the technique is significantly more challenging than the 
prescribed level. Polyrhythms, unusual meters, and glissandi are not confronted until the 
                                                 
21. Jeanine M. Jacobson, Professional Piano Teaching, Volume II: A Comprehensive Piano 
Pedagogy Textbook (New York: Alfred Music, 2015), 1-22. 
 
22. Jane Magrath, The Pianist's Guide to Standard Teaching and Performance Literature (Van 
Nuys, California: Alfred Publishing, 1995), xi. 
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early-advanced level, since Prokofiev does not include them in his intermediate works. In 
each section, the four pieces are arranged in order of difficulty from easiest to most 
challenging based on their technical and interpretive demands. As mentioned in Chapter 
I, these techniques are supported by the observations of Stephen Fiess and Boris Berman, 
in addition to my own analyses of Prokofiev’s piano music. 
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Table 1. 
Intermediate Pieces 
Intermediate 
Challenges 
“Morning,” 
op. 65, no. 1 
“Fairy Tale,” 
op. 65, no. 3 
“Evening,” 
op. 65, no. 
11 
“The Rain & 
the Rainbow,” 
op. 65, no. 8 
Leaps XX  X XX 
Hand 
Crossing 
X XX  XX 
Contrapuntal 
Division 
X    
Position 
Shifts 
XX  X  
Polyrhythms     
Unusual 
Meter 
    
Repeated 
Notes and 
Motoric 
Figures 
 
 
 
X 
 
X 
 
 
Rapid Scales     
Glissandi     
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Table 2. 
Late-Intermediate Pieces 
Late-
Intermediate 
Challenges 
“Tarantella,” 
op. 65, no. 4 
“Playing 
Tag,” 
op. 65, no. 9 
Andantino, 
op. 31, no. 2 
Moderato, 
op. 31, no. 1 
Leaps    XX 
Hand 
Crossing 
 X   
Contrapuntal 
Division 
  XX X 
Position 
Shifts 
X X X XX 
Polyrhythms     
Unusual 
Meter 
    
Repeated 
Notes and 
Motoric 
Figures 
 
XX 
 
XX 
 
X 
 
 
Rapid Scales  X   
Glissandi     
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Table 3. 
Early-Advanced Pieces 
Early-
Advanced 
challenges 
“Prelude,” 
op. 12, no. 7 
“Phantom,” 
op. 3, no. 4 
“March,” 
op. 12, no. 1 
“Waltz,” 
op. 102, no. 1 
Leaps X XX XX XX 
Hand 
Crossing 
   X 
Contrapuntal 
Division 
  X XX 
Position 
Shifts 
XX XX XX X 
Polyrhythms    X 
Unusual 
Meter 
 XX   
Repeated 
Notes and 
Motoric 
Figures 
 
XX 
 
XX 
 
 
 
X 
Rapid Scales   X X 
Glissandi XX    
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All of the intermediate works and the first two of the late-intermediate section are 
selected from Prokofiev’s Music for Children, op. 65. The pieces in this collection are 
tonal but with occasional tone clusters and dissonances used for humorous effect. The 
individual pieces illustrate a day full of experiences, beginning with “Morning” and 
followed by works describing dances (“Tarantella” and “Waltz”), activities (“Playing 
Tag,”), weather (“The Rain and the Rainbow”), and ending with “Evening” and “The 
Moon Strolls in the Meadow.” Overall, the collection sounds very innocent and child-like 
and has a variety of character pieces for pianists progressing from intermediate to the 
late-intermediate levels. Although the works in these lower levels are more suitable for 
young pianists, they help to build the basic technical foundation necessary for 
approaching Prokofiev’s other works. 
The final pieces discussed in the late-intermediate section are drawn from Tales of 
an Old Grandmother, op. 31, a set of four pieces with non-descriptive titles. The pieces 
from this collection are more suited for late-intermediate to early-advanced students, 
incorporating techniques in more challenging and embellished forms compared to the 
pieces from the op. 65 collection. The op. 31 pieces are lyrical, and their harmonic 
language is more modern, with extended, non-functional harmonies and chromatic lines. 
Both the opp. 65 and 31 collections are characteristic of Prokofiev’s music composed 
outside Russia between 1918 and 1936. The music produced during this period tends to 
be less obviously virtuosic, while being texturally dense and influenced by styles such as 
impressionism or jazz. 
The four pieces discussed in the early-advanced section are selected from three 
collections. “Prelude” and “March” are from Ten Pieces for Piano, op. 12, a set of works 
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combining Baroque and Classical forms with Prokofiev’s own harmonic language and 
virtuosic piano technique. “Phantom” is from Four Pieces for Piano, op. 3, a set of 
challenging character pieces rich with chromaticism. My final example is “Waltz,” the 
introduction to the collection Six Pieces from Cinderella, op. 102, which contains 
arrangements from his ballet, Cinderella, op. 87. This tuneful excerpt contains several 
contrasting sections pitting Prokofiev’s lyrical, emotive side against short, toccata-like 
passages with dissonant harmonies. 
To summarize the application of this guide, pianists can first review the 
techniques listed in Chapter I to identify which skills he or she believes they need to 
develop the most. Then they can review Tables 1-3 in Chapter II to identify which 
piece(s) will best serve for their needs in developing these skills. Finally, they can read 
the pedagogical analyses of the piece(s) below to gain insight into methods for 
overcoming their difficulties and suggestions for interpretation and performance. For 
further suggestions on practice and teaching techniques in general, Jacobson’s 
Professional Piano Teaching is an essential resource in two volumes that covers teaching 
methods and approaches for students from beginner to early-advanced.23 
If pianists find that they have already learned most or all of the skills that one of 
these works addresses, they may decide to avoid that work or substitute it for another. For 
example, if intermediate pianists need to focus more on leaps and hand crossings instead 
of contrapuntal division and position shifts, they may exclude “Morning” and “Fairy 
Tale” and instead study “The Rain and Rainbow” and “Evening.” Furthermore, pieces 
                                                 
23. Jeanine M. Jacobson, Professional Piano Teaching, Vol. I, 2nd ed. (New York: Alfred Music, 
2016) and Professional Piano Teaching, Vol. II (New York: Alfred Music, 2015). 
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that share similar techniques, such as “Tarantella” and “Playing Tag” from the late-
intermediate section, can provide variety for pianists seeking to master related technical 
challenges. 
 
Intermediate Pieces 
 “Morning,” op. 65, no. 1 from Music for Children 
Table 4. 
Form of “Morning,” op. 65, no. 1 
Form A B A 
Measures 1-8 9-23 24-29 
Keys C Major C Major C Major 
 
“Morning” is in ternary form (see Table 4), set in 4/4 meter, and is marked 
Andante tranquillo. This piece is perfect for introducing a variety of techniques to an 
intermediate-level pianist, including isolated leaps and hand crossings, intervallic 
position shifts with repeated notes, and hymn-like counterpoint in both hands. The B 
section is also an exercise in lyricism, with long-phrases and expressive markings 
supported by tonal harmonies. The piece, C Major throughout, presents many contrasting 
textures in different registers. A performance typically lasts just under two minutes.  
Challenges of leaps and contrapuntal division within the hand occur at the onset 
of this piece, with contrasting registers and textures establishing the framework for the A 
section. Consisting of three short segments, the A section features widely spaced chords, 
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two-part legato lines moving in parallel motion, and four-part, chorale-like counterpoint. 
All of these features can be seen in the first few measures (Example 17).  
 
Musical Example 17. Music for Children, op. 65, no. 1, “Morning,” mm. 1-6. 
The opening features the hands leaping in contrary motion and alternating 
articulations from tenuto to legato. The immediate challenge for pianists is to land on the 
correct notes after each leap. In contrary motion, the hands start an octave apart and leap 
to four octaves apart, then contract back to one octave. Pianists can practice one hand at a 
time, after which they can practice the leaps silently on the keyboard and only press the 
keys to produce sound once all the correct notes are reached. This silent practice method 
will seem slow at first, but it directs attention to the pianists’ movements and allows them 
to fine-tune their motor skills before they move on to the quality of the sound they 
produce.  
The leaps in “Morning” are isolated, thus the technique is easy to learn. Compare 
it to “Parade of the Grasshoppers” (Example 18) found later in this collection. The latter 
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has repetitive leaps underneath an active melody. Observing both parts simultaneously at 
tempo can be difficult, so pianists should commit the right hand to muscle memory first, 
as the left-hand leaps require more attention. 
 
Musical Example 18. Music for Children, op. 65, no. 1, “Parade of the Grasshoppers,” 
mm. 32-41. 
The segments of four-part harmony in mm. 2-3 in Example 15 of “Morning” 
require the inner moving parts to be voiced louder than the top line. Tilting the hands 
slightly towards the inner notes using the wrist adds natural weight to the keys. This 
method requires less energy and reduces strain on the hands when compared to using 
finger strength to produce the same result. This technique works effectively when voicing 
the melody in mm. 37-42 of Moderato, op. 31, no. 1 (Example 19), which has a 
countermelody written in the same hand. 
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Musical Example 19. Tales of an Old Grandmother, op. 31, no. 1, “Moderato,” mm. 38-
42. 
Written-out bass trills in “Morning,” first in the right hand at m. 5 and then in the 
left hand at m. 8, require brief hand crossings. When the hands cross in this piece, 
crossing left over right promotes the least tension. 
The B section begins with a broken-interval accompaniment underneath a legato 
melody line (Example 20, mm. 18-21). 
 
Musical Example 20. Music for Children, op.65, no 1, “Morning,” mm. 16-21. 
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Pianists can use finger two as a pivot between fingers five and one in the left 
hand. This accompaniment figure is commonly used throughout the composer’s works.24 
The B section is an excellent exercise in lyricism where both hands get a chance to play 
the melody. For the left hand, I have provided a fingering suitable for legato, even 
phrasing (Example 21). In this four-measure phrase, pianists should avoid accenting the 
downbeats of each measure and develop the phrase to the top note on beat 3 of m. 13. 
 
Musical Example 21. Music for Children, op. 65, no. 1, “Morning,” mm. 10-13. 
The parts switch hands in m. 18, as the melody shifts to the treble (see previous 
Example 20). The fourth and fifth fingers are the weakest fingers of the hand, but they 
must bring out the melody over everything else. Following the same principle described 
for practicing the four-part harmony segments in the A section (previous Example 17), 
tilting the hand towards the melody notes will effectively add natural weight to the top 
notes (mm. 18-21 of Example 20). 
                                                 
24. For example, see the left-hand parts in the lyrical sections of Prokofiev’s single-movement 
third sonata and in the last movement of his sixth sonata. 
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Overall, “Morning” provides substantial technical practice for an intermediate 
pianist and is an effective bouncing board for progressing to pieces of the next level. The 
remaining three pieces in this section build from this work by addressing additional 
techniques, such as repeated notes and chords, repetitive hand crossing, and different 
forms of leaps and position shifts. 
 
 “Fairy Tale,” op. 65, no. 3 from Music for Children 
Table 5. 
Form of “Fairy Tale,” op. 65, no. 3 
Form A B A’ 
Measures 1-14 15-22 23-30 
Keys A Minor A Minor A Minor 
Meter 3/4 2/4 3/4 
 
“Fairy Tale,” in rounded binary form, begins in 3/4 meter and switches 
temporarily to 2/4 in the B section (see Table 5). It is an effective exercise in hand 
crossings and repeated notes. The textures are simple compared to “Morning,” and it 
remains in A Minor throughout. Other titles for this piece include “A Little Story” and 
“Historiette.” A performance averages 1:30 minutes. 
Repeated notes in the A section begin with a short-short-long ostinato in the left 
hand that shifts to the right hand in mm. 7-8 (Example 22), allowing the technique to be 
practiced in both hands. 
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Musical Example 22. Music for Children, op. 65, no. 3, “Fairy Tale,” mm. 1-12. 
These repeated notes can be played with the same finger without alternation. 
Pianists can maintain finger contact with the key while playing the repeated notes and 
apply force from the whole arm, rather than raising the finger off the key and re-striking 
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vertically.25 If done correctly, pianists should find their control coming from the upper 
arm and elbow—not solely from the wrist and hand. This method avoids overusing 
smaller muscles in the hand and creates more economy of motion,26 which is key to 
performing the repeated chords in “Walk” from the same collection (Example 23). 
Additionally, pianists can determine if they are improving this technique by avoiding the 
damper pedal to listen for a connected, even tone. 
 
Musical Example 23. Music for Children, op. 65, no. 2, “Walk,” mm. 40-53. 
The B section of “Fairy Tale” contains several hand crossings and repeated 
intervals (Example 24). Legato markings are absent in this section, and several notes are 
marked tenuto. 
                                                 
25. Jeanine M. Jacobson, Professional Piano Teaching, Volume 1: A Comprehensive Piano 
Pedagogy Textbook, 2nd ed., ed. by E. L. Lancaster and Albert Mendoza (New York: Alfred Music, 2016), 
157, 178. 
 
26. Jeanine M. Jacobson, Professional Piano Teaching, Volume 2: A Comprehensive Piano 
Pedagogy Textbook, ed. by E. L. Lancaster and Albert Mendoza (New York: Alfred Music, 2015), 108-
124. 
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Musical Example 24. Music for Children, op. 65, no. 3, “Fairy Tale,” mm. 16-19. 
Rather than playing each measure as one unit, one should think of the entire B 
section as a single phrase—a challenge compounded by the frequent hand crossings. The 
performer should focus on maintaining a balanced tone between the hands. To approach 
this section, the top notes in each hand can be practiced individually to focus on melodic 
phrasing. Additionally, to support the phrase, pianists can play the top notes with the 
thumb or index finger in the left hand and the third finger in the right hand to take 
advantage of the naturally stronger fingers. The principle of balancing tones between the 
hands also applies to the more challenging hand crossings in mm. 17-20 of “Playing 
Tag,” op. 65, no. 4 (Example 27). 
 
Musical Example 25. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 16-20. 
The A section of “Fairy Tale” (see previous Example 22) offers no indications for 
expression at its start other than to be played piano. Its simple ostinato figure and lack of 
harmonic motion create a sense of wandering. In m. 9, a small decrescendo can be 
applied as the pattern descends, and in m. 10, a crescendo can be used as the rising scale 
reintroduces the original melody.  
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A truncated A section returns with four extra bars of closing material in mm. 27-
30 (Example 26). Here, the hands move in contrary motion with different rhythmic 
figures and articulations. I have provided fingering suggestions in Example 24 that 
encourages legato playing without pedaling, except to connect the leap between beats 2 
and 3 of m. 29. 
 
Musical Example 26. Music for Children, op. 65, no. 3, “Fairy Tale,” mm. 27-30. 
This piece is a fine exercise in hand crossings for the intermediate pianist and 
provides an easy introduction into repeated notes and figures. Progressive forms of these 
techniques will appear in “Tarantella” and “Playing Tag,” discussed in the late-
intermediate section. 
 
 “Evening,” op. 65, no. 11 from Music for Children 
Table 6. 
Form of “Evening,” op. 65, no. 11 
Form A B A 
Measures 1-28 29-47 48-74 
Keys F Major A-flat Major / C Major F Major 
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“Evening,” in ternary form (see Table 6), is set in 3/8 meter with the marking 
Andante Teneroso. Technical challenges in this piece include repeated notes and chords, 
position shifts requiring rotary wrist movement, and isolated leaps. In the A section, the 
melody substitutes dissonant tones for humorous effect (portraying Prokofiev’s scherzo 
characteristic). An average performance lasts 2:15 minutes. 
The left-hand accompaniment begins on an upbeat and utilizes accents and slurs 
to obscure a sense of the downbeat in the first four measures (Example 27). 
 
Musical Example 27. Music for Children, op. 65, no. 11, “Evening,” mm. 1-19. 
If rhythmically shifted forward to begin on the downbeat, the figure invokes a 
waltz. Because of this, the pickup note can be perceived as the downbeat, causing the 
entrance of the melody in m. 5 to sound late. Pianists can group the first four measures 
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into two phrases that peak on the tenuto downbeats of mm. 2 and 4 (indicated by the red 
markings in Example 27). 
The repeated intervals in mm. 5-12 of Example 27 can be played with the finger-
connected-to-key approach with the elbow pushing the hand forward in a brushing 
motion on the keys. Leaving the fingers rested on the keys after they have been depressed 
reduces vertical movement.  This works for a variety of repetitive figures when a 
controlled, even tone is desired, such as for the ostinato figure in the Andantino from op. 
31 (Example 28), or for quickly repeated intervals that need to be dynamically subdued 
such as in “Waltz” from op. 65 (Example 29). 
 
Musical Example 28. Tales of an Old Grandmother, op. 31, no. 2, Andantino, mm. 1-10. 
 
Musical Example 29. Music for Children, op. 65, no. 6, “Waltz,” mm. 25-28. 
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Frequent position shifts occur in mm. 13-19 of “Evening” (see previous Example 
27) where sixteenth-note figures are imitated between the hands in a passage reminiscent 
of J. S. Bach’s two-part inventions. The figures outline basic triads, so practicing them as 
blocked chords can solidify memory quickly (see the red brackets with chord symbols in 
previous example 27). The broken-chord melody begins in m. 12 with an upbeat in the 
right hand, but it is the downbeat of the following measure that should be given 
emphasis. Additionally, counting each measure as a single beat will improve the flow of 
this section and avoid emphasizing every beat; negating the musical phrase. 
The B section of “Evening” begins in m. 29 with a modulation to A-flat Major 
and later changing to the key of C Major in m. 37 (see Example 30). In this section, the 
right hand features the melody with chords while the left hand plays an ostinato figure 
using a long-short-long-short rhythm. 
 
 
Musical Example 30. Music for Children, op. 65, no. 11, “Evening,” mm. 26-38. 
The A-flat Major section of “Evening” can sound more tenderly by treating mm. 
29-37 as a single phrase. The melody can be gently phrased above the chords by leaning 
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the right hand outward to give natural weight to the weaker fourth and fifth fingers. The 
ostinato figure in the left hand can be played by alternating the third and fourth fingers, 
with the stronger third finger falling on the downbeats. Additionally, the first note of each 
slur in the right hand, though falling traditionally on a weaker beat, should be emphasized 
to maintain the tempo throughout this section. 
The A section returns in m. 48 (Example 31) with the left-hand accompaniment 
carrying pedal tones in the bass for four measures that must be captured with the damper 
pedal. Here, the repeated intervals in the middle register should be subdued with the 
finger-connected-to-key approach mentioned earlier. 
 
Musical Example 31. Music for Children, op. 65, no. 11, “Evening,” mm. 46-52. 
The previous broken chord melody alternating between the hands in the A section 
appears only in the right hand in mm. 55-67 (see Example 32), while the long-short-long-
short ostinato from the B section returns in the left hand. Pianists can use the una corda 
in the passage marked più piano in mm. 64-67 to provide contrast. For improved 
lyricism, the pickup to m. 56 through to the second beat of m. 63 can be treated as a 
single phrase. 
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Musical Example 32. Music for Children, op. 65, no. 11, “Evening,” mm. 53-66. 
“Evening” is an effective exercise in expressing long phrases in addition to 
dealing with pickup notes and emphasizing off-beats. It also provides passages for 
practicing repeated notes and figures in a subdued manner. Hand crossing and 
challenging leaps are addressed in the following work. 
 
 “The Rain and the Rainbow,” op. 65, no. 8 from Music for Children 
Table 7. 
Form of “The Rain and the Rainbow,” op. 65, no. 8 
Form A B A 
Measures 1-8 9-16 17-22 
Keys C Major C Major C Major 
 
This piece, in ternary form (see Table 7), is set in 4/4 meter and marked Andante. 
Hand crossings and frequent leaps in the left hand are points of emphasis. Reading the 
piece can also be a challenge due to the many accidentals and frequent clef changes. 
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Additionally, sections with non-functional harmonies and tone clusters are pitted against 
tuneful, harmonic sections. A performance does not typically exceed 1:30 minutes. 
The opening section is built of two-measure phrases with repeated notes, whole-
tone clusters, and hand crossings (Example 33). Frequent changes of clef and accidentals 
can challenge intermediate pianists’ reading abilities, for which circling the clefs with 
different colors can improve their identification of these changes (demonstrated in 
Example 33). The tone clusters are challenging to read due to Prokofiev’s inconsistent 
use of sharps and flats to represent the same two black-key and three black-key groups 
(compare the right-hand interval of m. 3 with that of m. 5 in Example 33). Identifying 
these black-key groups on the keyboard first and associating them with the notation can 
help in learning this piece. 
 
Musical Example 33. Music for Children, op. 65, no. 8, “The Rain and the Rainbow,” 
mm. 1-8. 
The hand playing a black-key group can cross over the hand playing a white key 
or white-key group in this piece. To practice the repeated notes in mm. 1 and 3, pianists 
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can focus on not losing physical contact with a key before playing and utilize the whole 
arm to push forward, rather than lifting the finger up and down. This method is similar to 
the repeated-note technique mentioned in the previous discussion of “Fairy Tale.” 
Challenging left-hand leaps occur in the B section, where a melody descending in 
stepwise motion in the right hand is accompanied by the left hand leaping back and forth 
from a pedal tone in the bassline up to ascending thirds in the middle register (see 
Example 34). 
 
Musical Example 34. Music for Children, op. 65, no. 8, “The Rain and the Rainbow,” 
mm. 9-12. 
These leaps can be practiced similar to the opening of “Morning,” where pianists 
silently play the notes and identifies that all correct keys are found underneath the hand 
before pressing them to ensure accuracy and reliable muscle memory. Another means of 
training accurate movement is to practice the leaps in reverse, such as beginning on beat 
four of measure 11 and proceeding backwards to beats three, two, and one of the 
measure, a practice method emphasizing the reverse motion of the leaps.27 Pianists can 
also play the beats in correct order but by adding one beat at a time.28 Pianists can 
                                                 
27. This reverse-motion practice suggestion was provided by Dr. Lois Leventhal, Professor 
Emerita of Piano at the University of Southern Mississippi. 
 
28. Practice the last beat of the measure first then add beats three, two, and one sequentially. 
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practice just the ascending intervals that occur on beats 1 and 3 while bringing out the top 
notes that form a countermelody to isolate phrasing. This is a common accompaniment 
challenge throughout the piano repertoire and essential to Prokofiev’s music, as evident 
in the middle of the third movement of his Second Piano Sonata (Example 35), which 
contains wider leaps with octaves in the bass and large chords in the middle register. 
 
Musical Example 35. Piano Sonata No. 2, op. 14, III, “Andante,” mm. 22-25. 
“The Rain and the Rainbow” trains pianists for difficult hand crossings and rapid 
leaps that they will face in the late-intermediate section and beyond (Example 35). In 
combination with “Morning” or “Evening,” “The Rain and the Rainbow” can prepare 
pianists for progressing to late-intermediate pieces. The following section of this 
pedagogical guide will build upon these techniques in more diverse, challenging ways. 
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Late-Intermediate Pieces 
 “Tarantella,” op. 65, no. 4 from Music for Children 
Table 8. 
Form of “Tarantella,” op. 65, no. 4 
Form A B A 
Measures 1-32 33-48 49-84 
Keys D Minor D Major D Minor 
 
“Tarantella,” a lively Italian dance in 6/8 meter, is in ternary form (see Table 8) 
with the tempo Allegro. Its technical challenges include repetitive motoric figures and 
rapid shifts of hand position. This piece never loses its vitality and is an excellent 
example of Prokofiev’s use of motoric rhythm. Beginning in D Minor, direct modulations 
occur over several distantly related keys in the A section, whereas the B section is in D 
Major throughout. A performance of this piece averages just over a minute. 
In the A section, both hands share a three-note rhythmic figure, repeated first in 
the right hand in mm. 1-2 and then in the left hand in mm. 3-4 (Example 36). 
 
Musical Example 36. Music for Children, op. 65, no. 4, “Tarantella,” mm. 1-5. 
Pianists struggling to maintain rhythmic precision with repeated figures, one 
solution is to practice by varying the rhythms so that every other note is elongated. This 
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method is demonstrated in Example 37 below, in which I took the right-hand part in mm. 
1-2 of “Tarantella” and converted it into two types of dotted eighth-note rhythms. 
Practicing this way can improve the attack speed of each individual finger and make the 
rhythms of repetitive notes and figures more uniform. 
 
Musical Example 37. Right-Hand Rhythmic Exercise for mm. 1-2 of “Tarantella.” 
The B section features a disjunct melody over broken-chord accompaniment that 
requires rapid shifts of hand position (Example 38). To improve identification and 
memory of different positions, pianists visualize each group of notes circled in Example 
38 as blocked chords. However, if pianists’ hands cannot reach an octave with an inner 
sixth or seventh interval in the right hand, they can instead play the top two notes of each 
grouping as a single interval for practice. 
 
Musical Example 38. Music for Children, op. 65, no. 4, “Tarantella,” mm. 33-38. 
Blocking hand positions works well for overcoming patterns that frequently 
change position in harder works, such as in the right-hand part of “Prelude” from the op. 
12 set (Example 39). 
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Musical Example 39. Ten Pieces for Piano, op. 12, no. 7, “Prelude,” mm. 4-6. 
In “Tarantella,” the right-hand upbeat staccato notes on the last beats of mm. 33 
and 34 of Example 38, though played by the thumb, require a light touch. The emphasis 
should be on the first beat of the following measure, which is played by the weaker fifth 
finger. Shifting weight to the fifth finger by tilting the wrist slightly will also reduce the 
impact of the thumb on the staccato notes, thereby improving the quality of the phrase. 
The melody in the returning A section of “Tarantella” (Example 40) begins on the 
upbeat in m. 48, which is the result of the opening motoric figure being rhythmically 
shifted so that, in turn, the second note now falls on the downbeat. This change in the 
original figure can initially challenge pianists’ sense of the downbeat. To quickly 
overcome this, they can practice the opening two measures of the piece and mm. 48-49 
(with the pickup note) side by side until they feel comfortable with the change. 
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Musical Example 40. Music for Children, op. 65, no. 4, “Tarantella,” mm. 48-54 
“Tarantella,” a fast-paced and exciting challenge for an intermediate pianist, 
improves one’s rhythmic precision with repeated figures and position shifts, and leads 
effectively to “Prelude,” op. 12, no. 7, which will be discussed in detail in the Early-
Advanced section later in this chapter. “Tarantella” is also useful for approaching similar 
motoric figures of later works, such as in the first and fourth movements of Prokofiev’s 
Second Sonata. “Playing Tag” is another exciting piece with motoric elements. Either of 
these motoric works would pair well with the Andantino, op. 31, no. 2 or Moderato, op. 
31, no. 1 discussed later in this Late-Intermediate section. 
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 “Playing Tag,” op. 65, no. 9 from Music for Children 
Table 9. 
Form of “Playing Tag,” op. 65, no. 9 
Form A B A’ Coda 
Measures 1-24 25-48 49-64 65-76 
Keys F Major C Major F Major F Major 
 
“Playing Tag,” set in a lively 6/8 meter, is in rounded binary form with an 
additional coda-like section (see Table 9). The melody in the A section incorporates 
ascending and descending scales with repeated notes and hand crossing, whereas the B 
section has several shifts of hand position to different chords. This piece has a wide range 
of dynamic contrasts and maintains a constant motoric energy similar to “Tarantella.” A 
performance of this piece is typically 1:10 minutes. 
The melody of the A section requires specific fingering choices to be executed 
smoothly. I have provided fingering suggestions to support the phrase in Example 41 
below. 
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Musical Example 41. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 1-10. 
The repeated notes in the melody can be played by alternating fingers rather than 
using the same one to re-striking a key. This allows for a smoother transition and 
eliminates awkward shifts of hand position. Pianists struggling with alternating fingers, 
can practice playing a single note with different fingerings, such as finger groups 4-3-2, 
3-2-1, 3-1-2-1, and 4-3-2-1 at varying tempi. If this technique does not feel natural, then 
make sure the hand is arched and the fingers are not flat. 
Additionally, in “Playing Tag,” the left hand crosses over the right hand in mm. 7-
8 and mm. 17-23 of the A section to play the melody notes that fall on strong beats (see 
circled notes in Example 41 and Example 42). An effective way to practice this passage 
is to play the notes for every beat as an unbroken chord, as this reduces this passage to 
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basic chord-shapes and makes hand crossings easier to memorize.
 
 
Musical Example 42. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 16-32. 
Frequent position shifts occur in the B section (beginning in m. 25 of Example 
42), as well as several slurs that begin on both weak and strong beats. The voicing of the 
right-hand chords in mm. 26, 28, and 30-32 can be balanced by using fingers two, three, 
and five (with five on the top note) and by tilting the hand slightly away from the thumb 
when it ends a slur.  
The returning A section of “Playing Tag” transforms midway with modified A 
material in a foreign key (m. 57), marked by a sudden forte (Example 43). Blocking each 
hand position between mm. 57 and 61 is an effective practice method for quickly learning 
this passage. To produce the accented forte dynamics in m. 57, Pianists should avoid 
raising their hand up and striking it down with a hammering motion. Instead, they can 
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practice this by having the fingers already touching the keys and using force through the 
whole arm and wrist. This approach ensures accuracy when striking the notes and 
improves rhythmic flow into the following eighth notes. 
 
Musical Example 43. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 54-64. 
A coda-like section begins at m. 65, which starts with a four-measure descending 
scale that alternates between the hands every beat (Example 44). Blocking the notes of 
each beat allows pianists to learn quickly each hand position. The scale itself should be 
treated as a single phrase. To achieve greater rhythmic and dynamic precision, pianists 
can practice the scale by changing the rhythmic value of each beat to dotted eighth-note 
rhythms—similar to the method discussed at the beginning of “Tarantella.” This method 
can help eliminate rhythmically uneven and muddy passages. Another ascending scale for 
such practice can be found in “March” from the op. 12 set (Example 45). 
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Musical Example 44. Music for Children, op. 65, no. 9, “Playing Tag,” mm. 65-76. 
 
Musical Example 45. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 13-16. 
“Playing Tag” is an effective exercise in hand crossing and position shifts, as well 
as in maintaining rhythmic precision in motoric passages. This piece, in combination with 
the Andantino or Moderato, both from op. 31 and discussed below in this late-
intermediate section, should aid in preparing pianists for the challenges of Prokofiev’s 
early-advanced repertoire. The techniques developed in “Playing Tag” will thus help with 
learning passages in “Phantom” and “Waltz,” to be discussed in the Early-Advanced 
section. 
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 Andantino, op. 31, no. 2 from Tales of an Old Grandmother 
Table 10. 
Form of Andantino, op. 31, no. 2 
Form A B A 
Measures 1-8 9-16 17-24 
Keys F-Sharp Minor Ambiguous- F-Sharp Minor 
 
Andantino, in ternary form (see Table 10) and in 4/4 meter, incorporates an 
ostinato figure played throughout and offers challenging contrapuntal division in both 
hands with a few difficult position shifts. This lyrical piece requires balanced voicing 
between melody, countermelody, and ostinato figures. This piece uses non-functional 
harmonies to make the tonality of the B section somewhat ambiguous. A performance 
typically lasts 1:40 minutes. 
The opening left-hand ostinato figure persists to the very end of the piece, 
although it moves to the right hand in m. 5 and underscores the melody in the same hand 
(Example 46). To support the melody, lean the hand towards the weaker fifth and fourth 
fingers. Also, pay particular attention to the top voice in the right hand when playing m. 7 
(Example 46) and its repetition in m. 23 (Example 48), which involves rapid changes of 
hand position. For this passage, I have provided fingering suggestions (Example 47) that 
can support a legato tone through the position shifts. The speed at which pianists can play 
these measures well should define the tempo for the whole piece. For example, it may 
necessary to stretch the tempo when playing the wide interval in m. 5.29 
                                                 
29. Baylor, 4. 
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Musical Example 46. Tales of an Old Grandmother, op. 31, no. 2, Andantino, mm. 1-14. 
 
Musical Example 47. Tales of an Old Grandmother, op. 31, no. 2, Andantino, mm. 6-8. 
The counter melody and bass line of Andantino, op. 31, no. 2 appear in the left 
hand in mm. 5-16 (Example 46) and 21-24 (Example 48), with the left hand playing the 
melody in mm. 17-20 (Example 48). Musically, it is effective to practice only the 
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melodic parts together without the ostinato pattern, as this allows pianists to establish a 
clear sense of phrasing in this passage. 
 
Musical Example 48. Tales of an Old Grandmother, op. 31, no. 2, Andantino, mm. 15-
24. 
Additionally, pianists can practice the ostinato as solid, unbroken intervals to 
isolate the different hand positions. Blocked-chord practice simplifies the ostinato and 
moving parts into simple chord structures for memorization, and it allows pianists to 
focus more on melodic phrasing. I have created an example of this below for mm. 5-8 
with the blocked ostinato notes (see Example 49 and compare with Example 46, mm. 5-
8).  
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Musical Example 49. Blocking the ostinato pattern in mm. 5-8. 
Andantino, op. 31, no. 2 is an effective exercise in lyricism and contrapuntal 
division in both hands. This piece exemplifies the texture and technique used in several 
works by Prokofiev, such as the slow movements of his Second and Fifth Sonatas. 
Pianists who have mastered Andantino will find the contrapuntal sections in these works, 
as well as in “Waltz,” op. 102 discussed in the next section, to be less daunting. 
 
 Moderato, op. 31, no. 1 from Tales of an Old Grandmother 
Table 11. 
Form of Moderato, op. 31, no. 1 
Form A B A’ 
Measures 1-28 29-44 45-52 
Keys D Minor A Minor/E Minor D Minor 
 
Moderato, set in 4/4 meter, is in rounded binary form with the second half of the 
A section restated at the end (see Table 11). This piece is an excellent exercise in 
frequent leaps, position shifts, and contrapuntal division in both hands. The march-like A 
section features straight rhythms and staccato chords, whereas the B section is more 
lyrical. Nonfunctional harmonies are used throughout the piece, as are sudden 
modulations to distantly related keys. 
 59 
Technical challenges in the A section of Moderato, op. 31, no. 1consists of 
frequent position shifts and leaps in the left hand (see Example 50). With several non-
chord tones, unexpected accidentals, and wide intervals, this section can also be a 
challenge to read. 
 
Musical Example 50. Tales of an Old Grandmother, op. 31, no. 1, Moderato, mm. 1-11. 
To avoid tension in the wrist when playing repeated staccato chords, use a pulling 
motion with the fingers to swipe along the keys to produce a staccato sound, rather than 
raising the hand up and back down repeatedly in a vertical motion. In this way, the 
fingers retract back into the hand as they strike the keys. Also, when playing the rolled 
chords that begin on m. 5 of Example 50, use a quick rotation of the forearm.30 
Pianists should engage their whole arm when practicing the leaps in this section 
and make sure the elbow is not rigid but actively moving as the hand performs extended 
leaps. Without this unified motion, the hand and wrist can feel stressed or cramped. 
                                                 
30. Baylor, 3. 
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Pianists playing Gavotte from Prokofiev’s op. 12 set (Example 51) can benefit from 
practicing leaps in this way. Additionally, when practicing leaps, the shoulders should be 
relaxed. If the shoulders are tense and raised, the added tension can disrupt the pianists’ 
technique and accuracy and persist as an undesirable and negative habit.31 
 
Musical Example 51. Ten Pieces for Piano, op. 12, no. 2, “Gavotte,” mm. 64-70. 
Although the A section of Moderato, op. 31, no. 1 is filled with staccato chords, 
Prokofiev marks the piece con Ped. The damper pedal can be used for connecting phrases 
and improving the quality of the wide left-hand chords, such as in mm. 7-11 (see the 
markings in Example 50). Adding pedal to the downbeats also adds weight to the music, 
such as in mm. 13-16 (see the added pedal markings in Example 52). Do not hold the 
damper pedal for the entire beat, however, or else the piece may lose its crisp, march-like 
character. 
                                                 
31. Jacobson, Professional Piano Teaching, Volume II, 99-107. 
 61 
 
Musical Example 52. Tales of an Old Grandmother, op. 31, no. 1, Moderato, mm. 12-16. 
Although the B section of the Moderato is technically less demanding, it requires 
attention to lyrical expression. The left-hand repeated chords that permeate the B section 
should be subdued throughout (Example 53), accomplished by maintaining contact with 
the keys and using horizontal brushing movements to strike them. This means pushing 
the hand forward and back along the keys as they are pressed, rather than relying on 
vertical motion from the wrist (see Figure 1 below for an illustration I made comparing 
horizontal and vertical techniques). 
 
Musical Example 53. Tales of an Old Grandmother, op. 31, no. 1, Moderato, mm. 29-33. 
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Figure 1. An illustration comparing horizontal action (left side) with brushing action 
(right side) on the keyboard. 
When the melody repeats in mm. 37-44 (Example 54), an additional voice is 
introduced above the melody, resulting in contrapuntal division in the right hand. By 
leaning the hand towards the thumb and index finger, pianists can more easily accentuate 
the melody in this texture. 
 
Musical Example 54. Tales of an Old Grandmother, op. 31, no. 1, Moderato, mm. 38-42. 
The B section of the Sonata No. 2 is an excellent exercise in Prokofiev’s lyricism 
exemplifies passages in the composer’s other works, such as the Andantino. For example, 
the moderato section in the last movement of his Second Sonata shares the same design; 
ostinato chords in the left hand accompanying a legato melody later join an additional 
 63 
line above in m. 137 (Example 55). See also the middle section in the finale of his Fourth 
Piano Sonata (Example 56) which shares a similar design. 
 
Musical Example 55. Piano Sonata No. 2, op. 14, IV, mm. 134-37. 
 
Musical Example 56. Piano Sonata No. 4, op. 29, III, mm. 84-95. 
Moderato, op. 31, no. 1 from Tales of an Old Grandmother is an effective 
exercise in frequent leaps, contrapuntal division, and lyricism. Mastering this piece, in 
combination with “Tarantella” or “Playing Tag” from this Late-Intermediate section 
should prepare pianists for stepping into Prokofiev’s early-advanced repertoire. The 
techniques from the Moderato can be further developed in “March” or in sections of 
“Waltz,” discussed in the following section regarding Early-Advanced pieces. 
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Early-Advanced Pieces 
 “Prelude,” op. 12, no. 7 from Ten Pieces for Piano 
Table 12. 
Form of “Prelude,” op. 12, no. 7 
Form A B A’ 
Measures 1-27 28-54 55-81 
Keys C Major E Minor C Major 
 
“Prelude,” set in 4/4 meter, is in ABA form (see Table 12) with the marking Vivo 
e delicato (meaning “lively and delicate”). It was originally composed for harp and 
arranged for the op. 12 piano set. The A section is essentially an etude on broken chord 
patterns played rapidly in the right hand with parallel thirds and rolled chords played in 
the left hand, and the B section has a motoric staccato figure in the left hand with several 
glissandi in rapid succession played in the right. Rapid figures and glissandi are 
increasingly difficult to execute where the piece designates soft dynamics. A performance 
of this piece tends to last 2:15 minutes. 
Prelude’s A section consists mostly of broken chord figures in the right hand and 
a melody in the left hand utilizing parallel thirds and rolled chords spanning a tenth 
(Example 57). To produce a harp-like quality, pianists can press the damper pedal every 
two beats. Although Prokofiev does not mark the melody legato in the left-hand, playing 
this way makes musical sense. I have provided fingering suggestions in the example 
below that supports legato phrasing and avoids awkward shifts of position. 
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Musical Example 57. Ten Pieces for Piano, op. 12, no. 7, “Prelude,” mm. 1-6. 
The perpetual rhythms, coupled with a quick tempo, require flexible, relaxed wrist 
technique in order to maintain an even tone and avoid strain.32 To master the right-hand, 
pianists can first play each beat in the right hand as blocked chords (as I have shown in 
Example 58). Until each change of hand position feels more natural. 
 
Musical Example 58. Each beat in the right hand played as blocked chords in mm. 1-12. 
An additional approach for this section is to practice the notes in reverse order for 
each measure (see Example 59 and compare with Example 57), as this can improve 
                                                 
32. Baylor, 2. 
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pianists’ memory and rhythmic precision. When practicing in reverse, pianists should 
focus on a few measures at a time with repetition. 
 
Musical Example 59. Practicing mm. 1-4 of “Prelude” in reverse order. 
A similar passage appears in Prokofiev’s Third Piano Sonata, where he uses 
parallel thirds and chords in the left hand and arpeggiated figures in the right hand 
(Example 60). 
 
Musical Example 60. Piano Sonata No. 3, op. 28, mm. 105-6. 
In Sonata No. 3 (Example 60), the right hand shifts up and down by octaves and 
the left-hand thirds are more chromatic. Boris Berman suggests that these thirds be 
played non-legato while treating the running sixteenth notes as a single gesture without 
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causing breaks in the music when changing hand position.33 Smooth transitions can be 
supported by practicing each beat as a blocked chord in the right hand. 
The roles of the hands reverse in the B section of Prelude, op. 12, no. 7, where the 
right hand has the melody while the left hand has an ostinato figure (Example 61). 
 
 
Musical Example 61. Ten Pieces for Piano, op. 12, no. 7, “Prelude,” mm. 28-35. 
In the left-hand figure, crossing the second finger over the thumb repeatedly to 
play the F above E may be difficult for pianists inexperienced with this technique. To 
warmup for this figure, pianists can trill the E and F notes with the thumb and second 
finger already in the crossed position on the keyboard. Make sure the wrist is relaxed to 
use minimal strength in performing. 
For the right-hand melody to be executed with ease and accuracy, a plucking 
action should be used. Rather than raising the fingers up and dropping them vertically to 
strike the keys, pianists’ can draw back their fingers into the palm while brushing against 
the keys. This motion is equivalent to plucking the string of a guitar. This technique 
                                                 
33. Berman, 82. 
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improves pianists’ speed and ease when performing a quick succession of staccato notes. 
Please see Figure 2 below for an illustration I made of the difference between striking 
down and plucking motions on the keyboard. 
 
Figure 2. An illustration of the difference between the motion of striking down on a key 
and plucking a key. 
The most challenging part of the B section of Prelude, op. 12, no. 7 occurs at the 
two-action glissandi (Example 62). Pianists should maintain a light touch while 
emphasizing the first and last notes of each glissando. Rhythmic and dynamic should not 
be the first priority when approaching these glissandi. Pianists can first practice by simply 
brushing their hand on the keyboard in a relaxed manner. The should apply just enough 
pressure on the keys to produce a tone from each note. If one falls out of tempo or has 
trouble maintaining a soft dynamic when performing these glissandi, one may be 
applying too much weight to the keys. This approach to performing glissandi will help 
pianists approach mm. 44-45 more effectively, where three glissandi occur in quick 
succession. 
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Musical Example 62. Ten Pieces for Piano, op. 12 no. 7, “Prelude,” mm. 40-47. 
Repeated glissandi also occur in the first movement of Prokofiev’s Sixth Sonata, 
at the end of the Toccata, Op. 11, and in “Suggestion Diabolique,” from the op. 4 set 
(Example 63). 
 
Musical Example 63. Four Pieces for Piano, op. 4 no. 4, “Suggestion Diabolique,” mm. 
110-12. 
In Example 61 from “Suggestion Diabolique,” the glissandi span even wider 
distances and require more force to produce fortississimo dynamics. In this case, pianists 
should forego delicacy and push forcefully into the keys, gradually adding weight to 
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express the crescendo. Pianists should not practice for perfection, as glissandi can 
damage their fingers if overplayed. Also, one should avoid using the fingernail against 
the keys to play glissandi, instead using the fleshy side of the finger(s) when brushing up 
or down the keys. This avoids undesirable clicking sounds and avoids injuring fingernails 
while offering more control. 
In summary, “Prelude” serves as an excellent exercise in leaps and position shifts 
with rapid figures and staccato notes, parallel thirds, and glissandi. The techniques 
learned from this excerpt apply to numerous passages throughout Prokofiev’s sonatas, as 
well as “Phantom,” op. 3, no. 4 and “March,” op. 12, no. 1 discussed in this Early-
Advanced section. Mastering “Prelude” in combination with “Waltz,” op. 102, no. 1 and 
“Phantom” would adequately prepare pianists to approach the bulk of Prokofiev’s 
advanced repertoire. 
 
 “Phantom,” op. 3, no. 4 from Four Pieces for Piano 
Table 13. 
Form of “Phantom,” op. 3, no. 4 
Form A B A’ Coda 
Measures 1-26 27-30 31-39 40-50 
Keys D Minor G Minor D Minor D Minor 
 
“Phantom,” set in 5/8 meter with the tempo marking presto tenebroso (quick and 
dark), is in rounded binary form with a coda and an abnormally short B section of only 
three measures (see Table 13). Aside from playing in an uneven meter, challenges 
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include rapidly changing hand positions, chordal leaps, and parallel chromatic thirds. As 
the title suggests, this is an ominous-sounding piece, utilizing unusual meter, the una 
corda pedal, and extreme contrasts of dynamics. An average performance lasts around 
forty to fifty seconds. 
The A section begins with a broken chord ostinato consisting of perfect fifth and 
augmented fourth intervals in the left hand. The right hand enters in m. 3 and performs a 
succession of chromatic chords and thirds that require frequent changes of hand position 
(see Example 64). Prokofiev subdivides each measure into beats of two plus three eighth 
notes (1-2, 1-2-3). 
 
Musical Example 64. Four Pieces for Piano, op. 3, no. 4, “Phantom,” mm. 1-9. 
Internalizing this two plus three subdivision is paramount to maintaining a steady 
pulse. It also simplifies the counting of each measure into more relatable patterns. The 
third movement of Prokofiev’s Seventh Sonata, set in 7/8 meter, can be subdivided into 
two plus three plus two beats, as Prokofiev himself notates next to the tempo marking 
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Precipitato in Example 65. In this passage, Berman suggests that the chords be played 
tenuto and remain consistent with the inflection of the left-hand octaves whenever they 
appear.34 
 
Musical Example 65. Piano Sonata No. 7, op. 83, III, mm. 1-8. 
iN practicing the right-hand part of “Phantom,” choose fingerings that promote 
the least number of shifting positions (see mm. 3-4 in Example 64). In mm. 5-6, since is 
no easy fingering solution to avoid rapid shifts of hand position, pianists should focus on 
accuracy and simplicity in their motor skills. An effective method (discussed previously 
in Prelude, op. 12, no. 7) is to practice a couple of measures at a time in complete reverse. 
Pianists can practice mm. 5-6 of “Phantom” normally and in reverse repeatedly, but only 
at a tempo that avoids tension in the wrists. This method can reveal poor fingering 
choices, as the fingering one chooses for performance should also work effectively in 
reverse.  
                                                 
34. Berman, 167. 
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The Più animato section in Prokofiev’s Third Sonata also contains rapid shifts of 
hand position with chromatic chords (Example 66). Here, several chords are repeated 
twice quickly, requiring pianists to remain relaxed and flexible while rapidly playing 
descending figures from black to white keys. Berman suggests making these chords 
sound brassy by pedaling every beat and being expressive with the left-hand chords to 
intensify the drama.35 
 
Musical Example 66. Piano Sonata No. 3, op. 28, mm. 132-33. 
Regarding the crescendo and diminuendo markings that occur in mm. 3-4 and 7-8 
in Example 62 of “Phantom,” pianists can press with additional weight on the second 
chord of each measure, rather than the downbeat, and then during the subsequent 
diminuendo raise the wrist to help release weight on the thirds. This phrasing should be 
contrasted in mm. 5-6, where the downbeats have tenuto accents. 
The B section starts with an accented fortissimo in m. 27 (see Example 67) and 
involves wide leaps and chromatic thirds. 
                                                 
35. Berman, 80. 
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Musical Example 67. Four Pieces for Piano, op. 3, no. 4, “Phantom,” mm. 25-34. 
This section can demand significant force, for which pianists should be wary of 
using their shoulders too much. Shoulder tension, in addition to risking damage to one’s 
back and posture, can detract from the strength and speed of a performance. Tension can 
typically be avoided by maintaining good posture and keeping the shoulders low and 
relaxed. Pianists may have not yet developed the requisite muscle memory through 
gradual incremental practice if they find that tension at performance tempo cannot be 
avoided.  
For pianists struggling with the chromatic thirds in mm. 3-4 or in mm. 27-30 of 
“Phantom,” I have provided a standard exercise below that develops this technique 
(Example 68). 
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Musical Example 68. Parallel thirds exercise for both hands. 
Mastering “Phantom” can prepare pianists for the leaping octaves, rapid position 
shifts, and chromatic thirds found in the first movement of Prokofiev’s Sixth Sonata 
(Example 69) and the Toccata, op. 11 (Example 70), as well as several other works. 
“March,” from the op. 12 set, further develops pianists’ skills with rapid leaps and 
position shifts. Both “Phantom” and “March” match well with the lyricism and 
contrapuntal passagework of “Waltz,” op. 102, discussed at the end of this Early-
Advanced section. 
 
Musical Example 69. Sonata No. 6, op. 82, I, mm. 1-3. 
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Musical Example 70. Toccata, op. 11, mm. 75-80. 
 
 “March,” op. 12, no. 1 from Ten Pieces for Piano 
Table 14. 
Form of “March,” op. 12, no. 1 
Form A B A’ 
Measures 1-24 25-80 81-92 
Keys F Minor F-Sharp Minor/F Minor F Minor 
 
“March,” set in duple meter, is in Ternary form (see Table 14). Technical 
challenges include chord and octave leaps, dense chords with wide intervals, frequent 
position shifts, and quick scales. Additionally, this piece’s abrupt key changes, numerous 
accidentals, and extended harmonies can challenge pianists’ reading ability. There are 
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three themes, the first two of which appear in the A section and are transposed when 
reused in the B section. An average performance of this piece lasts around 1:40 minutes. 
The first theme in the A section of “March” consists of frequent position shifts, 
for which I have provided fingering suggestions in Example 71 to ensure smooth 
transitions between chords. 
 
Musical Example 71. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 1-8. 
The second theme, beginning on m. 17, involves both hands leaping in parallel 
motion (Example 72). The hands are too far apart for pianists to observe both 
simultaneously while performing these leaps. One should decide which hand is the 
easiest to commit to muscle memory and practice it until it can be performed unobserved. 
Octave leaps are typically easier to predict and memorize than chordal leaps, especially if 
the chords are not consistently the same, such as in the repeat of the second theme in mm. 
48-56 (Example 73). Additionally, if one has difficulty performing the recurring thirty-
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second-note scale in m. 16 with absolute precision, one can practice by treating the 
rhythmic values of the notes as dotted rhythms, as well as practicing it in reverse. 
 
Musical Example 72. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 13-22. 
 
Musical Example 73. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 47-51. 
The third theme, appearing twice in the B section, first in mm. 33-47 (Example 
74) and again in mm. 65-80, presents dense chords and wide intervals with contrapuntal 
division that can strain pianists’ hands. This passage can also prove a challenge for 
pianists to read, due to its chromatic notation. To simplify this passage, one can first 
eliminate the melody and octaves in the bass and observe the chromatically descending 
triads in both hands (demonstrated in Example 75 with suggested fingering).  
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Musical Example 74. Ten Pieces for Piano, op. 12, no. 1, “March,” mm. 32-41. 
 
Musical Example 75. A chordal simplification of mm. 32-37 from “March.” 
The third movement of Prokofiev’s Sixth Sonata also has leaping octaves in the 
bass and chromatically moving parts underneath a melody in the right hand that can 
benefit from the practice method shown in Example 75 for “March.” For texturally thick 
passages such as this, pianists can experiment with imagining rich orchestral colors.36 
                                                 
36. Berman, 146. 
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Musical Example 76. Sonata No. 6, op. 82, III, mm. 1-6. 
“March” is a great exercise in rhythmic precision; and mastering its wide 
intervals, dense chords, and rapid position shifts can help prepare pianists for overcoming 
dense, chromatic textures. This work, along with “Waltz,” op. 102, no. 1, makes for an 
excellent combination in developing pianists’ skills and musicality. 
 
  “Waltz,” op. 102, no. 1 from Six Pieces for Piano from Cinderella 
Table 15. 
Form of “Waltz,” op. 102, no. 1 
Form Intro A B A’ C A’’ Coda 
Measures 1-16 17-49 50-101 102-155 156-217 218-233 234-277 
Keys E Minor E Minor 
F Minor 
D Minor 
C Major 
E Minor 
F Minor 
E-flat 
Major 
E Minor 
E Minor E Minor 
E Major 
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“Waltz,” set in ¾ meter, is in rondo form with both an introduction and a long 
coda (see Table 15). This piece is comparable in difficulty to Chopin’s easier waltzes, 
with frequent leaps, contrapuntal division of the hand, challenging repeated figures, and 
hemiolas. Musically, this piece contrasts lyrical sections with long phrases against 
exciting motoric passages. The B and C sections of this piece can be subdivided further 
into individual ABA form, containing contrasting moods and melodies. A performance of 
this work lasts around six minutes. 
The A section begins after the introduction in m. 17 with a disjunct melody and 
waltz accompaniment (Example 77). The left hand will likely need to be observed in this 
passage due to its frequent leaps, making it preferable to memorize the right-hand part by 
feeling and not sight. 
 
Musical Example 77. Six Pieces for Piano from Cinderella, op. 102, no. 1 “Waltz,” mm. 
15-26. 
When the hands overlap in mm. 18-20, crossing the right hand underneath the left 
hand avoids any awkward positioning. When the melody repeats in mm. 33-48, it 
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introduces octaves and arpeggiated figures (Example 78). When approaching these 
figures, fingering that avoids repeatedly crossing over the thumb will improve the phrase 
(please see the fingering suggestions in Example 78). This section demonstrates 
Prokofiev’s grotesque/scherzo quality by interjecting dissonant tones at key moments in 
the melody for comedic effect. 
 
Musical Example 78. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
38-47. 
The B section, marked Più animato, presents a motoric line with repeated notes 
accented by the weaker fourth and fifth fingers (Example 79). Bringing out these 
accented notes can be difficult when relying on finger technique alone. The hand should 
receive direction from the wrist, which must remain relaxed as it receives force from the 
elbow pushing forward. While practicing this action, the shoulders should not be raised 
or have tension. This technique is especially useful for the three repeated notes played 
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with the thumb in mm. 52-53, as the tempo and hand position discourage alternating 
fingers on repeated notes. Using hand weight is also effective when approaching the 
accented repeated notes in the introduction to Prokofiev’s Toccata, op. 11 (Example 80). 
Pianists do not have the chance to use alternating fingering to control which notes are 
dynamically strong or weak, and many of the accents in the “Waltz” fall on the weaker 
fourth and fifth fingers. Due to the B section’s aggressive character, pianists should not 
shy away from the dense chords on the downbeats in the left hand in Example 79 but 
instead use pedal to give the downbeats more impact. 
 
Musical Example 79. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
48-57. 
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Musical Example 80. Toccata, op. 11, mm. 5-12. 
When the A section returns in mm. 102, two polyphonic voices are introduced 
with the melody, one in m. 104, and the other in m. 110, resulting in contrapuntal 
division in both hands (Example 81). In mm. 111-114, the melody moves to a lower 
register (marked with red lines in example 81), requiring the voices above to be played 
more softly. This passage requires finger independence and a clear understanding of each 
melody. To approach this passage, pianists’ can first practice each polyphonic voice 
separately, as this allows them to experiment with phrasing. Following this, include all 
but the bassline until the one feels comfortable with phrasing of each moving part. This 
same approach works well for “Reminiscences,” from Prokofiev’s op. 4 set, as the 
contrapuntal parts are more independent and even include hemiola rhythms within the 
right hand (Example 82). 
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Musical Example 81. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
102-18. 
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Musical Example 82. Four Pieces for Piano, op. 4, no. 1, “Reminiscences,” mm. 27-28. 
The C section of “Waltz,” begins in m. 156 (Example 83) with consecutive leaps 
in the left hand accompanying the melody. Beginning in m. 172 (Example 84), the right 
hand is contrapuntally divided. 
 
 
Musical Example 83. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
152-63. 
In mm. 156-63t is beneficial to first practice the left-hand leaps and later add the 
downbeats in the melody to become familiar with where the right hand is positioned 
when the left hand leaps. At the second part of the C section, chords and intervals appear 
alternating between the hands in the middle register (Example 84, mm. 172-179). 
 87 
 
Musical Example 84. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
170-75. 
This material is later embellished with an arpeggiated figure in mm. 180-186 
(Example 85). 
 
Musical Example 85. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
182-85. 
The slurs in the melody and bassline lead to the downbeats which are marked 
tenuto in the melody. Accenting the first note of the slur should be avoided due to the 
tenuto markings. Pianists can leave out the arpeggiated figures and first focus on phrasing 
the melody. The arpeggiated figures should be phrased to the top note of each chord that 
falls on beat two (see the red markings in Example 85), which together forms a 
countermelody. 
The end of the C section (Example 86) has transitional material in mm. 202-217 
that leads to the final return of the A section. The right hand has octaves and intervals 
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sustaining a B-flat in the top voice, while the left hand plays a broken chord figure that 
accents beats one and three in mm. 206-214. Rather than expressing the repetitive B-flat 
in this texture, one should emphasize the moving voice in the bottom of the right hand 
(marked red in example 86). 
 
 
Musical Example 86. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
206-16. 
The final statement of the A section comprises mm. 218-233 (see Example 87) 
and includes leaps, contrapuntal division, wide arpeggiated figures, and hemiola rhythms. 
The right hand requires practice with effective fingering choices, such as using the 
second finger to strike the C-sharp in m. 219, to improve accuracy with the leaps. The 
arpeggiated figures in the left-hand outline different chords. I have marked in mm. 220, 
224, and 227 (Example 87) where the triplet arpeggios outline the following chords on 
beats three. Playing the triplets with the chords using the same fingering maintains a 
consistent hand shape when leaping between them. Lastly, if pianists have had 
insufficient experience with hemiola rhythms, a simple yet effective practice method 
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involves tapping both hands on a surface, with one hand tapping three times per beat and 
the other hand tapping two times per beat. This tapping can then be translated to the 
keyboard by playing a single note in each hand yet still repeatedly using this rhythm. 
Alternatively, if pianists have two metronomes available, set one device to 120 beats per 
minute and the other to 80 bpm, then place them on opposite sides. In this way, one can 
play with this accurate, audible reference of two against three. 
 
Musical Example 87. Six Pieces for Piano from Cinderella, op. 102, no. 1, “Waltz,” mm. 
217-29. 
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Practicing this passage would benefit pianists studying Prokofiev’s First Piano 
Sonata, which consists of octave leaps and arpeggiated figures with wide leaps and 
hemiola rhythms between the hands (Example 88). Throughout much of this sonata as 
Berman observes, the phrasing of each measure typically extends from the second beat to 
the next downbeat.37 
 
Musical Example 88. Piano Sonata No. 1, op. 1, mm. 54-61. 
The sense of lyricism and technique gained from learning “Waltz,” op. 102 can be 
applied to a number of Prokofiev’s works, including the slower movements of his late 
sonatas, Pensées, op. 62, and Choses en soi, op. 45 (Example 89). 
                                                 
37. Berman, 54. 
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Musical Example 89. Choses en soi, op. 45, no. 1, Allegro moderato, mm. 17-24. 
“Waltz,” op. 102, no. 1 is the longest, most elaborate work addressed in this 
pedagogical guide and provides a wide variety of technical challenges. It is also an 
excellent exercise in lyricism and expressing contrasts of mood and character. Mastering 
this work will provide pianists with the essential skills (excluding glissandi and unusual 
meter learned in “Prelude” and “Phantom”) to approach a majority of Prokofiev’s 
advanced repertoire. 
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CONCLUSION 
The goal of this dissertation was to address the technical demands in Prokofiev’s 
advanced piano works through a systematic method of studying selected pieces from his 
intermediate to early-advanced repertoire. This approach ensures that developing pianists 
are exposed to his musical style and pianism. Whereas other research limits its scope to 
the study of a single opus or set of pieces, this document focuses on works selected from 
several collections that serve best in developing the necessary skills to perform 
Prokofiev’s advanced repertoire.  
In this pedagogical guide, the twelve selected works from Prokofiev’s piano 
collections are organized into three levels of difficulty: intermediate; late-intermediate; 
and early-advanced. Each piece is used to treat specific technical challenges, including 
rapid leaps and hand crossings, contrapuntal division of the hand, rapid position shifts, 
repeated notes and figures, polyrhythm and unusual meter, rapid scales, and glissandi. 
The table below provides a quick reference to these works and their challenges. The 
works are listed by difficulty level with the easier ones placed towards the top of the 
columns. 
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Table 16. 
Twelve Pieces in Order of Difficulty 
Intermediate 
 
Late-Intermediate 
 
Early-Advanced 
 
“Morning,” op. 65, no. 1 
• Leaps 
• Hand crossing 
• Contrapuntal 
division 
• Position shifts 
“Tarantella,” op. 65, no. 4 
• Position shifts 
• Repeated notes and 
figures 
“Prelude,” op. 12, no. 7 
• Leaps 
• Position shifts 
• Repeated notes 
and figures 
• Glissandi 
“Fairy Tale,” op. 65, no. 3 
• Hand crossing 
• Repeated notes and 
figures 
“Playing Tag,” op. 65, no. 9 
• Hand crossing 
• Position shifts 
• Repeated notes and 
figures 
• Rapid scales 
“Phantom,” op. 3, no. 4 
• Leaps 
• Position shifts 
• Unusual meter 5/8 
• Repeated notes 
and figures 
“Evening,” op. 65, no. 11 
• Leaps 
• Position shifts 
• Repeated notes and 
figures 
Andantino, op. 31, no. 2 
• Contrapuntal 
division 
• Position shifts 
• Repeated notes and 
figures 
“March,” op. 12, no. 1 
• Leaps 
• Contrapuntal 
division 
• Position shifts 
• Rapid scales 
“The Rain and the 
Rainbow,” op. 65, no. 8 
• Leaps 
• Hand crossing 
Moderato, op. 31, no. 1 
• Leaps 
• Contrapuntal 
division 
• Position shifts 
 
“Waltz,” op. 102, no. 1 
• Leaps 
• Hand crossing 
• Contrapuntal 
division 
• Position shifts 
• Polyrhythms 
• Repeated notes 
and figures 
• Rapid Scales 
 
In conclusion, it is my desire that this document serve as a valuable resource in 
presenting Prokofiev’s piano works as approachable and exciting for pianists and 
educators, while at the same time evoking an appreciation for his lesser-known works 
outside of the sonatas and advanced concert repertoire. By using the composer’s own 
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intermediate to early-advanced music to help develop necessary skills, this research may 
reveal many of Prokofiev’s works as educational and useful outside of the virtuoso 
concert hall. I also hope that my research will promote further studies into the lesser-
known collections of Prokofiev’s piano music for both pedagogical and performance 
purposes. 
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